Messiah University

Mosaic
Conducting Student Scholarship

Music conducting

5-11-2019

Advanced Conducting Project
Mason Stiver

Follow this and additional works at: https://mosaic.messiah.edu/conduct_st
Part of the Music Commons

Permanent URL: https://mosaic.messiah.edu/conduct_st/116
Sharpening Intellect | Deepening Christian Faith | Inspiring Action
Messiah University is a Christian university of the liberal and applied arts and sciences. Our mission is to educate
men and women toward maturity of intellect, character and Christian faith in preparation for lives of service,
leadership and reconciliation in church and society. This content is freely provided to promote scholarship for
personal study and not-for-profit educational use.
www.Messiah.edu

One University Ave. | Mechanicsburg PA 17055

Mason Stiver
MUAP 504
Advanced Conducting Project
May 11 , 2019
Submitted in partial fulfillment of the requirements for the
degree of Masters of Music in Conducting
Messiah College
Mechanicsburg, PA

Perm
Reserve
LO

'

3241
.M35
S75
2019x

Murray Library, Messiah College
One College Avenue Sui~c 3002
Mechanicsburg, PA 17055

I
I
I

American Visions

Travis J. Weller

Unit 1: Composer Biography
Travis J. Weller is currently Director of Music Education at Messiah College in
Mechanicsburg, PA. Weller is an active composer, arranger, and advocate of music in addition
to his duties as Associate Professor of Music. He served as Director of Bands at Mercer Area
Middle - Senior High School since August of 1995 before his appointment at M essiah College. D
Weller's works have been published through Bandworks Publications, FJH Music
Company, Grand Mesa Music, C. L. Barnhouse Music Publishers, Wingert-Jones Publications,
and Manhattan Beach Music. His music has been published and performed for students from
elementary to the collegiate level. Weller has earned several awards for his music including
several J.W. Pepper Editor's Choice nominations, several Bandworld Top 100 nominations, four
ASCAP Plus Awards, and has received a number of reviews of his works by Th e Instrumentalist.
Weller has pre se nted at both PMEA and OMEA State Conferences on in strumental
music education. In addition, he has presented professional development sessions for music
education, and seco ndary music methods at co lleges and universities. Weller is a member of
Phi Beta Mu (Nu Chapter} and t he National Band Association. 1

Unit 2: Composition Overview
American Visions was written for the composer's father, David J. Weller. David Weller is

a Vietnam War veteran. Travis Weller writes that American Visions " ... is written by a grateful

1

Travis Weller, FJH Music Publications, https://www.fjhmusic.com/composer/tweller.htm, (September 21, 2018)
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and fortunate son for a father who is a hero, a friend, my first musical role model, and a patriot
of America." 2 In February of 2007, Dr. Weller found inspiration to finally write down the music
he was hearing after a conversation with his father about his time in the war and his
grandmother's feelings while her son was away at war. American Visions is also influenced by
the fourth verse of th e Star Spangled Banner.
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Unit 3: Historical Perspective on the Piece
The thematic material for American Visions is America (My Country, 'Tis of Thee). This
melody was first written down in England in 1744; however, several countries use the My
Country, 'Tis of Thee as their national anthem including England (God Save the Queen), Danish
(Song to be Sung by the Danish Subjects at the Fete of their King, to the M elody of the English

•

Hymn), Prussia (Heil dir im Siegerkranz), and Liechtenstein. While the melody of My Country,
'Tis of Thee is not an American original, it has become one of the most common patriotic tunes

in America.

4

Unit 4: Technical Considerations
American Visions is written with frequent meter changes which will challenge both

conductor and ensemble. Well used several syncopated rhythms in the key of Concert Bb
Major to create a fresh interpretation of My Country 'Tis of Thee. The middle of American
Visions is written in 3/4 time but has the feel of a measure of 6/8 followed by a measure of 3/4.

2 Weller,

Travis. American Visions. USA: The FJH Music Company Inc., 2008.

3 Weller,

Travis. "The Story Behind America n Visions."
TravisJWeller.com. http://travisjweller.com/2010/06/13/the-st ory-behind-american-visions/
(September 21, 2018).
4 My

Country 'Tis of Thee. Library of Congress, Washington, DC, 2002. Online Text.

2
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https://www.loc.gov/item/ihas. 200000012/.
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Towards the end of the piece, there is a brief section in 6/8 time. Also, there is a three-measure
transitional motive in 5/8 passed through the ensemble from high to low tessitura. Flute, Alto
Saxophone, and Trumpet are featured in a trio at measure 91. Typical of the ranges and
rhythms found at grade level, American Visions is listed as a Grade 4 work for the
concert band.

Un it 5: Stylistic Considerations
American Visions holds a steady tempo throughout the piece with the marking Allegro
Spirito. While the style does become slightly more legato and connected, the majority of the

piece is buoyant and spirited . American Visions has a balance of full ensemble sections and
chamber ensemble sections that feature Trumpet, Flute, Clarinet, Euphonium, and Alto
Saxophone. Flute, Alto Saxophone, and Trumpet parts are listed as one to a part in m. 91.
Pickup notes (very frequently sixteenth notes) are slurred through the bar lines in the
woodwinds. Weller's only articulation markings (other than slurs) are accents and are only used
at the end of the piece. Weller's dynamic markings are useful when balancing melody and

'
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accompaniment.

Unit 6: Musical Elements
Melody: The tune My Country, Tis of Thee is mostly conjunct, but the other melodic material in
American Visions is mostly disjunct due to the frequent meter changes. The melody is scored

for the typical instruments in wind bands that play the melody: Flute, Clarinet, Alto Saxophone,
and Trumpet. American Visions leans heavily on Trumpet for the melody. At m. 91, the chamber
section of one player per part layers the syncopated melody over an original counterline in
Flute and Alto Saxophone. Through mm. 106-126 an original melody is presented in upper
4

•
woodwinds, then answered by low brass, and then augmented by Trumpets and Alto
Saxophones to have the eighth-quarter-eighth note syncopation.

•
•
•
•
•
•
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Harmony: In his notes, Weller describes the harmony of American Visions as "non-traditional."

5

Weller's setting of My Country, Tis of Thee is in Bb Major and uses an Ab Major chord
frequently throughout the work.
Rhythm: While American Visions traverses several different meters including 3/4, 4/4, 5/4, 5/8,

and 6/8, the eighth note remains constant throughout the entire work. There are only ever one
beat groupings of sixteenth notes in the Brass and Woodwind parts. Snare Drum and Hi-Hat
have slightly more difficult rhythms that set up the 6/8 pulse that at points alternates with
the 3/4 measures. Syncopation is usually dotted quarter note followed by two tied eighth
notes. In some cases, the syncopation is written the equivalent of two dotted quarter notes
consecutively.
Timbre: Most melodic texture is written for first part Flute, Clarinet, Alto Saxophone, and

Trumpet. Occasionally the Low Brass has part of the melody, such as the euphonium at
measure 53 or the French horns and trombones at measure 109. Weller varies the depth
and accompaniment of the melody to provide interest and excitement. Percussion is used
traditionally, and percu ssion helps to provide a change in pulse between 6/8 and 3/4 meters.
Unit 7: Form and Structure
Section

Measure

Event and Scoring

Introduction

1-10

The composit ion begins in Bb
Major. Melody is presented in
Piccolo, Flute, Clarinet, and Alto
Sax and Trumpet with harmony.

5

Weller, Travis. American Visions. USA: The FJH Music Company Inc., 2008.

5

•
Eighth notes in Low Brass,
Bassoon and Tenor Sax lead to a
second statement of the first
phrase.
11-21

Alternating 3/4 and 4/4
measures; Alto Sax and Trumpet
melody. Flute and Piccolo are
added at the end of the phrase.

22-31

Recap of the first section, ending
in a 5/4 measure that hints to My

Country, Tis of Thee
32-34

5/8 meter; transitional material
starting in High Woodwinds,
passed to Middle Voices, and
ending in Low Voices.

A

35-52

3/4 meter with the feel of
alternating 6/8 and 3/4 measures
created by accents in the Hi-Hat.
Clarinet 1 and 2 (one player only)
present melody in m. 43.

53-62

Flute and Baritone join Clarinet
melody. Trumpet punctuations
confirm 3/4 meter.

63-71

4/4 meter; Trumpet and
Trombone present the melody
with accidentals used to create
descending whole step intervals.

B

72-90

Mixed 3/4 and 4/4 meters; Flute,
Trumpet and Alto Sax play My

Country, Tis of Thee with fu II
ensemble accompaniment.
91-105

Mixed 3/4, 4/4, 5/4 meters; Flute
and Alto Sax accompany Trumpet
melody and harmony. Tuba
accompanies with bass line

A'

•
•
•
•

106-117

Mixed 3/4 and 4/4 meters; Upper
Woodwinds start melody and Low
Brass responds. Trumpet,
Alto Sax and Tenor Sax take over
to fin ish the phrase .

118-125

Alternating 3/4 and 4/4; Clarinet,
Alto Saxophone, and Trumpet
melody. Flute and Clarinet line

6

gives momentum through
crescendo to m. 126
B'

126-147

Fu II ff statement of My Country,

Tis of Thee in Flute, Alto Sax, and
Trumpet. Statement ends sub mf
in Clarinet and Horn.
A"

148-157

Return of A theme but written in
6/8 with Brass sixteenth note
punctuations. Upper Woodwinds
and Mallets have the melody.
Trumpet joins the melody in m.
152

158-163

Incomplete phrase of My

Country, Tis of Thee played over
by Low Brass, Bassoon, and
Saxophones over sustain in Upper
Woodwinds and Trumpets.
164-168

Upper Woodwind and Trumpets
play fragment of A theme. Final
two measures are unison Bb
throughout the ensemble.

Unit 8: Suggested Listening
Schuman, William. "Chester Overture," Favorite Overtures, Vol. 2. United States Air Force Band:
Mark Records, 2011, CD.
Stamp, Jack. "Pastime," Composer's Collection: Jack Stamp. North Texas University Wind S
ymphony: GIA Windworks, 2009, CD.
Weller, Travis. "Festival of Flight". YouTube Video, 2:16. https://youtu.be/fcYMwV4HghY.

Unit 9: Additional References and Resources
My Country 'Tis of Thee. Library of Congress, Washington, DC, 2002. Online Text.
https://www.loc.gov/item/ihas.200000012/.
Travis Weller, FJH Music Publications, https://www.fjhmusic.com/composer/t wel ler.htm,

7
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(September 21, 2018)
Weller, Travis. "The Story Behind American Visions."
TravisJWeller.com. http://travisjweller.com/2010/06/13/the-story-behind-americanvisions/ (September
21, 2018).
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A Childhood Hymn

David Holsinger (b. 1945)
Unit 1: Composer Biography
David Holsinger is an accomplished composer, guest clinician, and conductor in the wind
band medium. Holsinger is currently a faculty member at Lee University in Tennessee where he
conducts the wind ensemble and teaches advanced and graduate level conducting,
orchestration, and composition. As a composer, Holsinger has awards from the American
Bandmasters Association (Ostwald composition prize - twice) and Kent State University Band
Composition Contest. His works were also finalists in the NBA-DeMoulin and Sudler
International Competition. Holsinger was also featured in a chapter of Composers on
Composing for Band and A Composer's Insight: Thoughts, Analysis, and Commentary on
Contemporary Masterpieces for Wind Band, Volume 3. Holsinger earned his Bachelor of Music

degree from Central Methodist College in Missouri and his Master of Music degree from Central
Missouri State University. Additional graduate study was completed at the University of
Kansas.1

Unit 2: Composition Overview
A Childhood Hymn is Holsinger's setting of the tune Jesus Loves Me. It is listed as Grade

2 and is a part of the Achievement Series of publisher Wingert-Jones Publications. A Childhood
Hymn is scored for the "Complete Band" with notably no snare drum.

1

2

Holsinger is known for

Gary A. Speck, "A Childhood Hymn," in Teaching Music Through Performance in Bond: Volume 1 (Chicago: GIA

Publications, Inc., 2010), 128-133.
2 Gary A. Speck, Teaching Music Through Performance in Bond: Volume 1, 128-133.

9

works with " ... unrelenting tempos, ebullient rhythms, fluctuating accents over set ostinati, polylineal textures, vigorous asymmetrical melodies and high emotional impact." According to TRN
3

program notes. A Childhood Hymn is a departure from that style of music.

Unit 3: Historical Perspective on the Piece
The tune Jesus Loves Me was composed by William Bradbury in 1862 to the words
written by Anna Warner in 1860. Interestingly, Holsinger never quotes the entire tune Jesus
Loves Me.

4

Written in 1991, A Childhood Hymn was a departure from Holsinger's perceived style

of works like Havendance, Abram's Pursuit, or In the Springtime. At the time Holsinger was
known for his fast paced, percussion filled, and challenging works. A Childhood Hymn was the
opposite of these works and was written with young musicians in mind.

Unit 4: Technical Considerations
A Childhood Hymn is listed as a Grade 2, and technically could be list ed slightly lower;

however, the opportunities for making music lines and developing slow legato style playing
leave it at a Grade 2. This piece is written in Bb Major and transitions briefly to Eb Major before
returning to Bb Major. 5 Holsinger's notes regarding legato style articulation are useful and will
enhance the expressive playing of a young ensemble. There are frequent dynamic changes
marked throughout the piece to assist young players with feeling the music. Also, Holsinger's
use of the Tenuto marking gives the conductor a chance to communicate with his or her
students for both time and style. Percussion is used to accent the wind parts instead of keeping

3

Holsinger, David R. "Biography." David R. Holsinger. http://davidrholsinger.com/biography. (Accessed November
13, 2018).
4
Gary A. Speck, Teaching Music Through Performance in Bond: Volume 1, 128-133.
5
Gary A. Speck, Teaching Music Through Performance in Bond: Volume 1, 128-133.
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the beat. The entirety of A Childhood Hymn is written in 4/4 time except for one measure in 2/4
time. The clarinet part features a four-measure syncopated ostinato, but all other parts are
primarily composed of steady eighth notes, quarter notes, and half notes. 6

Un it 5: Stylistic Considerations
As his learning objectives for A Childhood Hymn, Holsinger writes, "Developing better
slow legato style playing." 7 This piece was designed with the young ensemble in mind that is
working to control their pitch, dynamics, sound, and phrasing at a slow tempo. There is also an
accented section to provide contrast after the modulation to Eb Major. Holsinger writes helpful
term s in the piece such as "Slow and expressive, legato in style; Faster, with movement; and
Slower, gently." 8

Unit 6: Musical Elements
Melody: The tune Jesus Loves Me is referenced throughout the piece but is not stated in full -

giving the listener just enough information to recognize the tune as it is spread throughout the
ensemble. Holsinger writes moving eighth note lines to accentuate the melody and provide
motion in the work.
Harmony: Holsinger uses many suspensions and passing tones throughout A Childhood Hymn to

create ten se harmonic moments that then release. Holsinger does not disturb the harmony of
the original hymn tune until cadence points where he will use suspensions, seventh chords, and
borrowed chords with the culminating example of this being the Eb minor b7 chord in m. 36.

Gary A. Speck, Teaching Music Through Performance in Bond: Volume 1, 128-133.
Holsinger, David. A Childhood Hymn. Kansas City, MO: Wingert-Jones Music, 1991.
8 Holsinger, David. A Childhood Hymn. Kansas City, MO: Wingert-Jones Music, 1991.
6

7
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Rhythm: Rhythm in A Childhood Hymn is very simple, with two brief exceptions: m. 5 contains
an eighth-note triplet in clarinet 2 and alto saxophone 2 - this is the only non-duple rhythm in
the piece. Clarinet has a syncopated rhythm (eighth-quarter-eighth) in mm. 9-14.
Timbre: In writing A Childhood Hymn for young bands, Holsinger scored this work in the mid-

low tessitura for each instrument. This choice gives young students the best opportunity to
make their most beautiful and consistent sound. Percussion is used exclusively in a supportive

:

and accessorizing manner.

9

Unit 7: Form and Structure
Section

Measure

Event and Scoring

Introduction

1-8

(4+4) Opening based on Jesus
Lo ves M e; melody in clarinet

and alto saxophone

A

9-12

(4) Gently syncopated rhythm
in clarinet sets up the coming
melody

B

13-21

(4+5) Flute with the melody

22-30

(4+5) Modulation to Eb
Major; tutti; upper
woodwind s and trumpet
share the melody

A'

31-36

(4+2) Shortened Statement of
the main melody; saxophone

9

Gary A. Speck, Teaching Music Through Performance in Band: Volume 1, 128-133.
12
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and t rumpet share t he tune;

•
•

tutti
37-43

(4+2) Flute and clarinet
exchange, t hen share, a
descending arpeggiated idea;
t he last t wo bars restate t he
beginning of t he tune,
presented by fl ute.

10

Unit 8: Suggested Listening
Daehn, Larry. "As Summer Was Just Beginning," Distinguished Music f or t he Developing Band

Volume 8. Rutgers Wind Ensemble: Mark Records, 2012, CD.
Erickson, Frank. "Balladair," Distinguished Music for the Developing Band Volume 8. Rutgers
Wind Ensemble: Mark Records, 2012, CD.
Holsinger, David. The Music of David Holsinger, Vol. 2. Concordia University Chicago Wind
Symphony: Mark Records, 2011, CD.

Unit 9: Additional References and Resources
Camphouse, Mark, ed. Composers on Composing for Band. Chicago: GIA Publications, 2002.
Holsinger, David R. " Biography." David R. Holsinger. http://davidrholsinger.com/biography.
(Accessed November 13, 2018).
Speck, Gary A. "A Childhood Hymn." Teaching Music Through Performance in Band: Volume 1,
128-133.

10

Gary A. Speck, Teaching Music Through Performance in Band: Volume 1, 128-133.
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Renaissance Suite
Tielman Susato arranged by James Curnow
Unit 1: Composer Biography
Tielman Susato was a mid-16th century musician, composer, and calligrapher in Antwerp.
Susato's primary performing instrument was the trumpet. Susato was also the first music
publisher in the Netherlands which is significant because music was exclusively published in
Italy, France, and Germany. Susato wrote many traditional polyphonic masses, motets, and
chansons, and dance music for instrumental ensembles. 1
James Curnow (b. 1943) has been an educator, euphonium player, conductor,
composer, and clinician. Curnow received his formal training at Wayne State University and
Michigan State University. Curnow is a member of the American Bandmasters Association,
College Band Directors National Association, and the American Society of Composers, Authors
and Publishers (ASCAP). Curnow has also been honored with a listing in the Grove Dictionary of
American Musicians. James Curnow is President, composer, and educational consultant for
Curnow Music Press, Inc., publishers of significant mu sic for concert band and brass band. 2

Unit 2: Composition Overview
The dances in this arrangement are taken from the Dansery, Het derde Musyck boexken
(Dances, the third little book of music), compiled, edited, and published by Tielman Susato in

1551. The arrangement, while updated with modern instruments, is designed to introduce

1

Scott A. Stewart, Renaissance Suite in Teaching Music through Performance in Band, Volume 2. Miles, Richard

(Chicago, IL: GIA Publications, Inc., 1998), 259-262
2 Susato, Tielman, arranged James Curnow. Renaissance Suite. Jenson Publications Inc., 1983.

•
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younger players to the musical language and style of early instrumental music.3 The three
I

contrasting movements in Renaissance Suite are arranged in order of tempo - fast, slow,
moderately fast.

Unit 3: Historical Perspective on the Piece
The three dances in Renaissance Suite are typical of the mid-16th century mu sic scene.
Musicians of the time would have played this music while people danced. La Mourisque is a
lively duple dance in the spirit of a bran le. Mille Regretz is a chanson by Jousquin Desprez. The
pavane in this setting is taken from the original tune, as many pavane melodies were. La
Batail/e contains imitating trumpet calls and drums, a loose program for the two opposing sides

in a battle. 4

Unit 4: Technical Considerations
La Mourisque is written in Bb major, and is scored tutti throughout. While there are a

few instances of inner moving parts, the rhythmic and harmonic motions are almost exclusively
homophonic. The percussion parts are regular and repetitive.
Mille Regretz is written in D minor, D major, and Bb major. Woodwinds and brass are

scored in consorts for the first half of the movement. There is more polyphonic movement as
well as individual lines to challenge all players. The final tutti section has phrase markings that
•

•

should be observed as a full ensemble.

3

Scott A. Stewart, Renaissance Suite in Teaching Music through Performance in Band, Volume 2. Miles, Richard

(Chicago, IL: GIA Publications, Inc., 1998), 259-262
4 Scott A. Stewart, Renaissance Suite in Teaching Music through Performance in Band, Volume 2. Miles, Richard
(Chicago, IL: GIA Publications, Inc., 1998), 259-262

15
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La Batail/e is written in Bb major with primarily homophonic scoring. The first two

sections are scored with full instrumentation. The third section features antiphonal high and
low chamber consorts. The full ~nsemble must focus on articulation as there are tutti accented
sixteenth notes. Air should always drive the articulation. 5

Un it 5: Stylistic Considerations
La Mourisque should be performed in a light, and bouncy style throughout the entire

movement. Care should be taken to ensure inner parts are heard and played in the same style
as the primary parts. Percussion provides a steady pulse.
In Mille Regretz, performers should be focused on phrasing, note length, and blend.
There are moving lines in the inner Clarinet and Saxophone parts that should be heard.
La Bataille should not be fast, but must have forward motion. Wind players enter on

beat two in the middle section of this movement, which is not always the most natural place to
begin a melody. Percussion should help set up this entrance. Instrument groupings are change
with each section of this movement, so conductors should work to find consistent balance,
blend, and intonation.

Unit 6: Musical Elements
Melody: La Mourisque should be performed in a light and separated manner, while Mille
Regretz is more somber and connected. La Bataille is a combination of the separation and

connectedness of the previous two movements. Strive to match melody and harmony parts,

s Scott A. Stewart, Renaissance Suite in Teaching Music through Performance in Band, Volume 2. Miles, Richard
(Chicago, IL: GIA Publications, Inc., 1998), 259-262

16
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especially in homophonic sections. As there are many directions for "First time only" or "Second
time only," work to find the best balance and blend in both the chamber and tutti sections.
Harmony: Playing recordings is essential for students to get the Renaissance music sound in

their ear. Nothing should be overly surprising harmonically compared to the music they have
likely experienced in modern times. Attention should be given to homophonic versus
polyphonic writing. Students should use harmonic structure to know which note of the chord
they are performing. This could help greatly with intonation in tutti sections.
Rhythm: Space around notes and a steady pulse is essential to all three movements. Percussion

is written in a way that will keep the steady pulse in the first and third movements. In the
second movement, mallet percussion is used to play the melody and triangle is used to frame
sections of the work .. Rallentando to cadences when appropriate.
Timbre: Tutti writing is frequently used throughout this work, so strive to find a blended and

balanced full ensemble sound. Work to keep that sound as different consorts of in struments
are used in the later movements. Your students will most likely be using modern instruments,
so Renaissance Suite will not be an exact replica of the timbre originally present in Renaissance
music.

Unit 7: Form and Structure
Section

Measure

Event and Scoring

La Maurisque - Introduction

1-2

Large tom, Cut Time

A

3-10

Tutti march melody, repeated, Bb
major

B

11-18

Tutti second theme, repeated, Bb
major

17

A

20-27

Tutti march theme played one
time with rallentando to final
cadence, Bb major

Mille Regretz

1-8

First strain, processional melody
in woodwinds, repeated, D minor

A

to D major
B

9-16

Second strain, new melody in
brass, repeated, Bb major to D
major

C

17-24

Third strain, new tutti melody,
repeated, Bb major to D minor,
forte to piano

La Bataille

1

Large Tom and Timpani unison

2-9

First strain, first time brass only,

Introduction

A

second time tutti Bb major to F
major
B

10-17

Second strain, first time in
woodwinds, second time brass, F
major to Bb major

C

18-27

Thirds strain, first time
flute/clarinet vs. bassoon/low
clarinet and low saxophone,
second time t rumpet vs. low
brass, Bb major, soft.

D

28-36

Fourth strain, first time brass,
marcato, second time tutti,
marcato, fortissimo, Bb major

6

I

Unit 8: Suggested Listening
Gabrieli, Giovanni. Luminosity: Illuminating the Music of Giovanni Gabrieli. Messiah College
Brass Cross. Mark Records. 2014. CD.
Hal Leonard Concert Band . Renaissance Suite by Tie/man Susato/arr. James Curnow. Filmed

Scott A. Stewart, Renaissance Suite in Teaching Music through Performance in Band, Volume 2. Miles, Richard
(Chicago, IL: GIA Publications, Inc., 1998), 259-262

6
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[January 2014). YouTube video, 6:35. Posted [January 2014) .
https ://yout u. be/W9AJ kzi Nto8
Susato, Tielman. Dansereye (1551). Philip Pickett, conductor. New London Concsort. Decca.
1993 .
Susato, Tielman. Arranged by Bob Margolis. The Battle Pavone. Teaching Music through
Performance in Band, Volume 1, Grade 2. The University of North Texas Wind
Symphony. Eugene Migliaro Corporon, conductor. GIA Publications CD-418. 1997.

Unit 9: Additional References and Resources
Brown, Howard Mayer. Instrumental Music Printed Before 1600: A Bibliography. Cambridge,
MA: Harvard University Press, 1965
Kite-Powerll, Jeffery T, ed. A Performer's Guide to Renaissance Music. New York:
Schirmer Books, 1994.

•

Polk, Keith, ed. Tie/man Susato and the Music of His Time. Hillsdale, NY: Pendragon Press, 2005.
Roche, Jerome. A Dictionary of Early Music from the Troubadour to Menteverdi. London : Faber,
1981.

-
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Suite Francaise: II. Valse

Guy Woolfenden (1937-2016)

Unit 1: Composer Biography
Guy Woolfenden is an English composer who has written for several theatre

I

organizations, most notable of which was the Royal Shakespeare Company, where he was also
Head of Music for 37 years. Woolfenden has composed music for film, radio, television, concert
hall, musicals and a children's opera. He has conducted, coached, and adjudicated ensembles
across the world after the success of his wind band music. Gallimaufry and 1/lyrian Dances are
works for wind Band that use material Woolfenden wrote for the Royal Shakespeare Company. 1

Unit 2: Composition Overview
Suite Francaise is a three movement work scored for pairs of woodwind without horns,

including Flute, Oboe, Bassoon, and Clarinet. Woolfenden based Suite Francaise on his settings

"•

of Love's Labours Lost for the Royal Shakespeare company. The second movement, Valse, is
based on N'ai' pas ieu de mi'o - a lesser known song of the Auvergne. Suite Francaise was

i

commissioned by the Rugby Music Centre. This work is dedicated to Val Brodie, former director
of Rugby Music Center.2

Unit 3: Historical Perspective on the Piece
The folk song that the melody for Valse is based upon, N'ai' pas ieu de mi'o {Loved by No
Woman). This work can be found in the 2nd Series of Chants d'Auvergne by Joseph Canteloube.

Guy woolfenden OBE (1937-2016). Ariel Music. https://arielmusic.co.uk/composers/guy-woolfenden-obe/
(accessed October 5, 2018).
2 Woolfenden, Guy. Suite Francaise. Oxfordshire, England: Ariel Music, 1993.

1

20

Ii
Iii

•Iii
•
•II
•
•II
•
•
•
t
'

Canteloube collected these folk songs from Auvergne in the 1920s. The folk songs are in the
language of Occitan. 3
Interestingly, Suite Francaise was scored for pairs of woodwinds following a
disagreement between Woolfenden and Val Brodie, who commissioned the work. Brodie
believed the octet should not include horn, but Woolfenden felt strongly that it should.
Eventually, Brodie convinced Woolfenden to write the work without horn.

4

Unit 4: Technical Considerations
Suite Francaise II. Valse is in the key of C major. When the full ensemble is playing at the

same time, Flute 1 and Oboe 1 generally play the same part. Full ensemble sections are
separated by tran sitional question an d answer phrases passed throughout the ensemble.
Woolfenden writes specific articulation, dynamic, tempo, and phrase markings throughout the
work. Valse should be interpreted as one beat per bar at the dotted quarter note equaling 60
bpm.

Un it 5: Stylistic Considerations
Woolfenden includes specific articulation markings to assist the performers in
interpreting their parts. The initial tempo and style marking is amabile which indicates to
perform the piece gently or tenderly. In addition, most of the piece should be perform ed with a
light, bouncy, and joyful manner. Staccato notes should be separated. The conductor must
decide whether th e phrase markings also indicate slurs, or to simply phrase as written.

3
4

Chants d'Auvergne. https://en.wikipedia.org/wiki/Chants d%27Auvergne {accessed October 5, 2018).
Suite Francaise. Ariel Music. https://arielmusic.co.uk/product/suite-francaise/ {accessed October 5, 2018).
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Unit 6: Musical Elements
Melody: Theme A is mostly conjunct, while Theme B is more disjunct. Melodies are usually

written in Flute 1, Oboe 1, or Clarinet 1.
Harmony: Valse is written in C major with a short excursion to C minor. Woolfenden does not

stray too far from extended diatonic chords. In m. 66, there is an E major chord which comes
after a descending chromatic bassline beginning in m. 59. Valse contains both arpeggiated and
chromatic eighth notes passages.
Rhythm: Melodic rhythm is mostly quarter notes and eighth notes. Some syncopation occurs

with a dotted quarter note followed by an eighth note. Eighth notes in accompaniment parts
are either step wise or chordal. There are also two sextuplet ascending figures during the
introduction in the flute part. Additionally, there is use of the eighth note triplet figure, grace
notes, and mordents (in the flute part).
Timbre: Woolfenden uses the full ensemble in the introduction, and then isolates instruments

with light accompaniment to introduce a theme. Once the theme is introduced, Woolfenden
adds additional accompaniment and a counter line. Transitional music and endings feature
individual instruments.

Unit 7: Form and Structure
Section

Measure

Event and Scoring

Introduction

1-4

Full ensemble, tutti woodwind
pairs, Double Reed melody

5-12

Clarinet 1 melody over chords,
t wo quarter note G's followed by
a sustain is passed through the
ensemble during the poco
rallentando.
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A

13-27

Flute 2 and Clarinet 1 share lyrical
melody over boom chuck chuck
Bassoon bassline and Clarinets
trading broken chordal eighth
notes.

Transition

28-34

Transitional segment with a false
entrance by Oboe 1.

A'

35-51

Flute 1 and Oboe 1 now have
lyrical Theme A, Boom chuck
chuck accompaniment is doubled
in Bassoon, Flute 2 and Oboe 2
have counter melody.

Transition

52-57

Transitional segment as before,
added Flutes, same false
entrance by Oboe 1.

B

58-74

Theme B stated by Clarinet 1 and
repeated by Oboe 1 and Clarinet
2, Flutes finish melody.

Transition

75-77

Poco rallentando signals the end
of section B with Concert G
quarter notes, and Clarinet duet.

A'

78-93

Oboe 1 and Flute 1 perform
Theme A first by trading phrases,
then playing together. Clarinets
have altered eighth note
accompaniment from earlier.
Boom chuck chuck in Clarinet 2
and Bassoon 1.

Transition

94-104

Solo Clarinet 1, Bassoon 1, and
Oboe 1 comica l measures

C

105-117

New material presented with
shifting key center in all parts.
Theme is presented by Flutes and
Clarinets, answered by oboe, and
repeated by Bassoons, Flute 1
takes the tempo and slows down.

Altered introduction

118-124

Clarinets repeat introductory
theme, but without large
crescendo, Flute 1 again slows
tempo to finish the phrase

A"

125-130

Meno Mossa, Partial Theme A in
Clarinet 1.
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Coda

130-140

Solo Flute 1 returns to tempo
primo, Ends with Bassoon and
flute staccato and pp quarter
notes

Unit 8: Suggested Listening
Woolfenden, Guy. "Gallimaufry," 2007 WASBE Killarney, Ireland. Birmingham Symphonic
Winds. Mark Records, 2012. CD.
Woolfenden, Guy. "Love's Labour Lost: The Owl and the Cuckoo". Sweet Swan of Avon: Music
of Shakespeare. English Serenata. Meridian Records, 1995. CD.

Woolfenden, Guy. "Suite Francaise," 2007 WASBE Killarney, Ireland. Birmingham Symphonic
Winds . Mark Records, 2012. CD .

Unit 9: Additional References and Resources
Canteloube, Joseph. Chants d'Auvergne. Alphonse Leduc, 2016.
Chants d'Auvergne. https://e n.wikipedia.org/wiki/Chants d%27Auvergne (accessed October 5,

2018).
Guy Woolfenden QBE (1937-2016). Ariel Music.
https://arielmusic.co. uk/com posers/guy-woolfenden-obe/ (accessed October 5,
2018).
Suite Francaise. Ariel Music. https://arielmusic.co. uk/prod uct /suite-francaise/ (accessed

October 5, 2018).
Woolfenden, Guy. Suite Francaise. Oxfordshire, England: Ariel Music, 1993.
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English Folk Song Suite

Ralph Vaughan Williams (1872-1958)
Unit 1: Composer Biography
Ralph Vaughan Williams was born in Gloucestershire, England in 1872. Vaughan
Williams studied at Trinity College, Cambridge, and in London at the Royal College of Music. 1
Vaughan Williams teachers include Sir Charles Stanford and Sir Hubert Parry (major figures of
English music renaissance), and Max Bruch and Maurice Ravel. In due time, Vaughan Williams
became professor of composition at the Royal College of Music.
Vaughan Williams carefully collected and studied English Folk Songs. His love of these
folk songs drove him to include them in his compositions. Being a Nationalist composer of
England, Vaughan Williams used several modal elements such as folk songs and medieval scales
throughout his compositions. As musical editor of the English Hymnal, he composed several
hymn tunes that remain popular (including Sine Nomine, "For All Saints" and Down Ampney,
"Come down O love Divine"). 2
Gustav Holst and Vaughan Williams were close friends, which helped them both grow as
composers - often critiquing the other's work. Both composers wrote many major works for
orchestra, but eventually were drawn to the wind band medium to express their music.

1The Editors of Encyclopaedia Britannica. Ralph Vaughan Williams. Encyclopaedia Brittanica. October 8, 2018.

October 14, 2018. https://www.britannica.com/biography/Ralph-Vaughan-W1lliams
2 A Short Biography. Ralph Vaughan Williams Society. October 14, 2018. https://rvwsociety.com/short-biography/

25

.

Unit 2: Composition Overview
Composed in 1923, English Folk Song Suite is a work composed for the British military
bands. After serving in the military, Vaughan Williams felt " ... he had heard enough of the
ordinary monger's light stuff to feel that a chance to play real tunes would be an agreeable and
salutary experience for Bandsmen. Originally written in four movements, English Folk Song
Suite contains nine different folk songs. The movements are entitled I. Seventeen Come Sunday

(march form), II. Sea Songs, Ill. My Bonnie Boy (ternary song from), and IV. Folk Songs from
Somerset (march form). Sea Songs was removed and published separately by Boosey & Hawkes

as a stand-alone composition in march size format.3

Unit 3: Historical Perspective on the Piece
English Folk Song Suite is a staple of the wind band and British military band repertoire.

When Frederick Fennell sought established orchestral composers to write for wind band,
Vaughan Williams was one of the first composers to respond. English Folk Song Suite is Vaughan
Williams's first large work for wind band, and has been rated highly in musical quality by
reputable college wind band conductors throughout the country in both Ostling's and Gilbert's
studies on wind band compositions of high artistic merit.

4

Unit 4: Technical Considerations
Movement ! Seventeen Come Sunday - This march is written with typical march tempo
(quarter note equals 108-116) in F Dorian and Ab Major, and typical style (light, clean

3

Battisti, Frank L. "The Twentieth Century." In The Winds of Change, Pages (19-20). First Edition. Galesville,

Maryland: Meredith Music Publications, 2002.
Grechesky, Robert. "English Folk Song Suite." in Teaching Music through Performance in Bond, Volume 1. Miles,

4

Richard (Chicago, IL: GIA Publications, Inc., 1998), 467-480.
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articulations). Solo Trumpet is doubled by Solo Clarinet in the middle section of this movement.
Woodwinds in the third section of this movement play the countermelody in 6/8 time while the
brass play the strong, marcato melody in 2/4 time.
Movement 2 Intermezzo - My Bonny Boy- This movement is written in F Dorian, just as the
first movement. Solo Cornet and Solo Oboe are the primary melodic instruments throughout
the beginning of this movement. Focus on air control and pitch through the beginning of this
movement. The dark, brooding mood of the beginning contrasts with the lilting staccato
Scherzando at m. 43. The movement finishes with a return to Tempo I and the layered, dark

style.
Movement 3 March - Folk Songs from Somerset- Written in Bb Major, movement three begins
with the melody in Solo Cornet, with light, staccato articulations throughout the entire
ensemble. Alto Saxophones, Trombones, and Euphoniums are passed the melody with brisk
sixteenth note runs at.ff volume. The trio section of this march begins in C minor and 6/8 meter.
The meter changes to 2/4 at m. 89 as the Low Brass plays the bold, marcato melody in Eb
Major. Upper Brass and Woodwinds have a fanfare-like accompaniment.
"In many early British wind band works solos are marked for more than one player and
the conductor must decide who plays the solo. Most often the choice is between oboe, clarinet,
and trumpet. The reason for multiple soloists is that the military bands that played these works
frequently performed outside. In case of inclement weather, when it might not be possible for
oboe or clarinet to play, it was a good and practical idea to have a trumpet available. It is
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appropriate for the conductor to choose whichever instrument or combination of instruments
works best for the particular situation." 5

Unit 5: Stylistic Considerations
Movement one is written in a typical march style (light, clean articulations). Eighth note
passages and staccato articulations contrast with the slurs of the B section. Attention should be
drawn to the accompaniment parts to accurately play all the articulations. At m. 41, the
accompaniment has a slurred and syncopated quarter note followed by an eighth note. Both
notes have legato markings over them; therefore, they should be held for full value. The basses
will need to match note lengths, especially at m. 49 or other eighth note passages.
Movement two is primarily about supporting the soloist dynamically by following their
interpretation. Williams writings in swells after m. 10 to match the melody. Strive for the most
well supported, and full sound you can produce at the soft dynamics. All notes should touch
until the Scherzando at m. 43. Melodic material throughout this section should pay close
attention to the slur and staccato articulations. Quarter note accompaniment should avoid
clipping the downbeats.
Movement three features light, staccato articulations throughout the entire ensemble.
En sure that the staccato articulations do not become short and pecky sounding. Attention
should also be given to snappiness of the dotted eighth, sixteenth rhythm. In the 6/8 section,
attention should be given to the Flute and Clarinet lilting slurs and staccato markings.

5

Grechesky, Robert. " English Folk Song Suite." in Teaching Music through Performance in Bond, Volume 1. Miles,

Richard (Chicago, IL: GIA Publications, Inc., 1998), 467-480.
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Accompaniment patterns throughout this section should be used to accent the shape of the
melody.

Unit 6: Musical Elements
Melody: Melodic material for each movement is drawn from English folk songs, as the title of
the work suggests. Williams uses both full ensemble and solo instruments for melodic material.
While the Upper Woodwinds and Trumpets have the majority of the melodies, Williams does
not neglect the Low Brass and Woodwinds. They are featured in movement one m. 65 and
movement three m. 29.
Harmony: The first movement is written in F Dorian and Ab Major featuring chromatic third
relationships. Homophonic chords accompany the melody in movement one. Both movements
one and two end with a Picardy third.
Movement two is written in F Dorian and F Major. There is simple chordal
accompaniment underneath the melody for the first statement of the melody. The second
statement has added harmonic motion with arpeggiated chords in upper woodwinds.
Movement three transitions between Bb Major and G minor for the A section, then
journeys from C Minor to Eb Major and finally ends in Bb Major.
Rhythm: The first movement uses standard march rhythms. Attention should be directed to
rhythmic clarity, especially in sixteenth note passages. Tempo should be taken at English march
pace, which is typically slower than American marches. Rhythmic challenges may occur during
section where 6/8 and 2/4 time is written together.
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B

98-129

countermelody in Upper
Woodwinds in 6/8.
Repeat of "Pretty Caroline"

A

1-30

Do Capo

Coda

130-132

Movement 2 - A

1-20

Plagal cadence, Bb minor with
added sixth, F major - Picardy
third
"My Bonny Boy" stated in Oboe
and Solo Cornet.
Phrase connects first and second
statements
Second statement of folk song in
Clarinet 2&3, Bassoon 1, Bass
Clarinet, Euphonium;
countermelody in Flute, Oboe,
Clarinet 1

20-22
23-40

B

40-42

Transition in Solo Clarinet

43-77

Tempo and syle change for
"Green Bushes"; melody in Solo
Piccolo, Solo Oboe, and Eb
Clarinet; thin and sparse
accompaniment, triangle added

58-59

Introduction to second statement
of melody, tuba and trombone
chords, arpeggios in upper
woodwinds add motion
Melody in Oboe, Alto Saxophone,
Solo Cornet, and Euphonium;
arpeggios and downbeat chords
in low brass continue
Return of "My Bonny Boy" ;
melody is traded between Tenor
and Baritone Saxophone, Low
Brass, and Clarinet, Cornet, and
Trumpet in seven-bar phrase;
movement ends on F Major chord
(Picardy third) .
Bb Major, woodwind s only, light
and bouncy, dotted eighth
sixteenth note rhythms, plagal
cadence
"Blow Away the Morning Dew",
Melody alternates between Solo
Cornet and Upper Woodwinds
Second half of melody restated
by Full Band ff

60-77

A

78-97

Movement 3 - Introduction

1-4

A

5-19

20-28

31
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B

29-44

ff and marcato statement of

A

45-68

"High Germany" in Alto
Saxophone, Euphoium, and
Trombone 1&2.
Restatement of A

Transition

69-70

C (Trio)

71-88

D

89-113

A

1-28

6/8 meter change, key change to
C Minor
"The Trees They Do Grow High"
sated in Woodwinds over chordal
accompaniment in brass,
countermelody in Trumpet, then
Cornet at mm. 81-88
Meter change back to 2/4; "John
Barleycorn" played ff; marcato in
Low Winds and Low Brass;
fanfare like accompaniment in
Upper Woodwinds, Cornet, and
Trumpet; Trio Repeated, then Da
Capo
Repeated on Da Capo

B

29-44

Repeated on Da Capo

A

45-68

Repeated on Da Capo

r

Unit 8: Suggested Listening
5 Variants of Dives and Lazarus. North Texas Wind Symphony. Composer's Collection: Ralph
Vaughan Williams . GIA Windworks, 2006, CD
English Folk Song Suite. North Texas Wind Symphony. Composer's Collection: Ralph Vaughan
Williams. GIA Windworks, 2006, CD
Linden Lea. North Texas Wind Symphony. Composer's Collection: Ralph Vaughan Williams.

GIA Windworks, 2006, CD
Sea Songs. North Texas Wind Symphony. Composer's Collection: Ralph Vaughan Williams.

GIA Windworks, 2006, CD
Sine Nomine. North Texas Wind Symphony. Composer's Collection: Ralph Vaughan Williams.
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GIA Windworks, 2006, CD

Unit 9: Additional References and Resources
Battisti, Frank L. "The Twentieth Century." In The Winds of Change, Pages (19-20). First Edition.
Galesville, Maryland: Meredith Music Publications, 2002.
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The Editors of Encyclopaedia Britannica. Ralph Vaughan Williams. Encyclopaedia Brittanica.
October 8, 2018. October 14, 2018.
https://www.britannica.com/biography/Ralph-Vauqhan-Williams
Grechesky, Robert. "English Folk Song Suite." in Teaching Music through Performance in Band,
Volume 1. Miles, Richard (Chicago, IL: GIA Publications, Inc., 1998), 467-480.
A Short Biography. Ralph Vaughan Williams Society. October 14,

2018. https://rvwsociety.com/short-biography/ Tmtpb vol 1
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Joy
Frank Ticheli (b. 1958)

Unit 1: Composer Biography
Frank Ticheli is a popular composer of quality orchestral and concert band works in the
late 20th century. Ticheli is currently serving as Professor of Composition at University of
Southern California's Thornton School of Music, where he began teaching in 1991. He was also
composer in residence for the Pacific Symphony from 1991-1998.
Ticheli ha s received the Charles Ives and the Goddard Lieberson Awards from the
American Academy of Arts and Letters. Also, Ticheli has received the First Prize awards in the
Texa s Sesquicentennial Orchestral Composition Competition, Britten-on-the-Bay Choral
Composition Contest, and Virginia CBDNA Symposium for New Band Music.

1

Unit 2: Composition Overview
"Joy is a single-movement work in ABA' form . The piece is approximately two minutes
and thirty seconds in length and is listed as Grade 2 by Manhattan Beach Music." Ticheli has
also included descriptive program notes regarding his composition:
"A boisterous, uninhibited quality is implied in the music, not only at climactic
moments but also by the frequent presence of sudden and dramatic stylistic contrasts.
The main melody and overall mood of the work (and its companion piece Joy Revisited)
were inspired by a single event: the birth of our first child. The intense feelings that

'
•
•
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1 Morehouse, Christopher. "Joy." In Teaching Music Through Performance in Band: Volume 6.

Chicago, GIA Publications, Inc., 2007
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most any father would feel on such a day were, in my case, accompanied by a simple
little tune which grabbed hold of me in the hours preceding her birth, and refused to let
go throughout the day and many days thereafter. Indeed, until I jotted it down in my
sketchbook, it did not release its grip.
Seven years later and two children later, I stumbled upon that old sketch and discovered
(or rediscovered) that it would serve perfectly as the foundation for a joy-filled concert
band overture." 2
In addition, Ticheli writes, " ...Joy is more straightforward than its companion piece.
Where Joy Sounds a dominant chord (as in the upbeat to measure 10), Joy Revisited elaborates

"•
•
•
'•
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••
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•
I

upon that chord with a flourish of 16th -notes. While Joy Revisited moves faster, develops ideas
3

further, and makes use of a wider register, Joy is more concise." The concept of using the same
original idea to write two similar pieces at different difficulty levels shows Ticheli's mastery of
the wind band medium, and his cognizance of music education because he provides an
opportunity for collaboration across districts who may be performing Joy in the intermediate
grades and Joy Revisited in the senior high school.

Unit 3: Historical Perspective on the Piece
Frank Ticheli has written many works for both the young and advanced wind bands.
Ticheli's compositional techniques in Joy and Joy Revisited are reminiscent of sections in
Portrait of A Clown and Abracadabra - both of which are also listed as Grade two compositions .

2 Ticheli, Frank. Joy. Brooklyn, New York: Manhattan Beach Music, 2005.
3 Ticheli,

Frank. Joy. Brooklyn, New York: Manhattan Beach Music, 2005.
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Ticheli masterfully writes for young wind band, writing music that is both enjoyable and
achievable while still of the highest musical quality.

Unit 4: Technical Considerations
Joy is scored for full wind band, Timpani, Snare Drum, Bass Drum, Cymbals, Triangle,
Woodblock, Xylophone, and Glockenspiel. Five percussionists are the minimum required to
cover all of the percussion instruments. Timpani requires only three pitches throughout.
Trumpets will need straight mutes.
Ticheli has included cues so that Joy is accessible to ensembles without perfect
instrumentation. Cues occur in Tenor Saxophone (for trombone/euphonium countermelody),
Trumpet 1 (for oboe accompaniment pattern), and in Tenor Saxophone (for Alto Saxophone 2
accompaniment pattern). All Clarinet parts do cross the break, but the Clarinet 2 part stays
below the break often.

Joy is written in 4/4 time with only one measure in 2/4 time. This piece contains little
syncopation; however, students should be comfortable reading music with eighth rests. These
rest s are used to show note length and separation. Students may initially be confused by grace
notes in the Flute, Alto Saxophone, and Trumpet parts. Have the students imitate the recording
to find the proper inflection and speed for the grace notes. Dotted eighth - sixteenth notes are
should be performed crisply and with space after the accented dotted eighth note. The Snare
Drummer will need to read eighth - two sixteenth note rhythms and a syncopation on the and
4

of four. The Timpanist has a solo during the final three measures of the work.

4

Morehouse, Christopher. "Joy." In Teaching Music Through Performance in Band: Volume 6.
Chicago, GIA Publications, Inc., 2007
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Un it 5: Stylistic Considerations
Joy can be used to practice the skill of changing articulations throughout a work.
Articulations and dynamics are clearly marked in the score and should be used to ensure the
melody is heard at all times. Each section of Joy has its own set of articulation markings. The
Main Theme is written with slurred ascending thirds in groups of two eighth notes. The first
episode mixes slurred eighth notes and staccato eighth notes, and the Second Theme uses slurs

I
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to assist students in phrasing.
Dynamics also play a key role in Joy, especially at m . 24. This impact point can be a
major moment in the work if students accurately pace their crescendo from m. 18.
Accompaniment figures should perform the written dynamics so to avoid covering up the
melody. Percussionist s playing the Crash Cymbals should note their dynamic is marked mp
during the percussion feature at m. 47, while the rest of the percussion is marked/ or louder.
Tempo should be "Lively" between quarter note equals 120 and 138; however, do not
perform the work faster than students can cleanly articulate. There is a ritardando into m. 28,
where the tempo is simply marked "Slightly Slower." The tempo eventually returns to "Tempo
I" through an accelerando before m . 39.

Unit 6: Musical Elements
Melody: Ticheli's Main Theme consists of major third eighth notes, which are also the first five
notes of the Concert Bb major Scale. The second theme is marked cantabile and is passed from
the high to low to middle instruments of the ensemble .

Harmony: Ticheli begins the main theme with open fifths of Bb and F. The melody helps to fill in
the rest of the chord structure. Measure 24 is an impact point both because of dynamics and
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the harmonic progression of Ab Major to Bb Major to C Major chords. This sets up Theme 2 in F
Mixolydian. Joy ends with Bb Major to Gb Major to Bb Major.

Rhythm: Rhythm is fairly simple throughout Joy, using quarter notes and eighth notes. There
are dotted eighth - sixteenth notes in the main theme. Throughout the piece, Ticheli uses
hemiola and polymeter. He writes:
Note the use of hemiola in much of this section - the use of two-beat patterns separated
by quarter ntoe rest s, suggesting a 3/4 meter. Sometimes all of the parts conform to this

I

pattern (mm. 18-19 and mm. 22-23), but on one occasion (mm. 20-21) the parts are in

I
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opposition to one another, some conforming to 3/4 while others suggest
4/4. These simple rhythmic techniques - hemiola and polymeter - help to keep the
music alive and unpredictable, and they might serve as fun and interesting topics of
discussion with your students.

5

Timbre: Joy should be performed with an energetic sound and light articulations. Manage blend
and balance to ensure the melody is heard. Ticheli frequently writes washes of color that are
accented by dynamic changes. Ticheli uses the saxophone often throughout his works,
challenging them to find the appropriate blend and balance in the ensemble.

Un it 7: Form and Structure
Section
Main Theme

5

Measure
1-17

Event and Scoring
Bb Mixolydian; Bb Major;
Open fifth introduction; Main
melody stated first in Alto
Saxophone 1 and Trumpetl,
then Alto Saxophone 1 and

Ticheli, Frank. Joy. Brooklyn, New York: Manhattan Beach Music, 2005 .

38

J

r
....

L
,-;

11

,~
t

Episode

18-27

Theme 2 (Lyrical Theme)

28-38

Episode

39-50

Main Theme (Recapitulation )

51-67

Clarinet 1 with flute imitation
at the octave; "joyous
outburst of sound" m. 10;
mm. 14-18 legato sca lar
transition
Bb Mixolydian; V7 of F;
Mixolydian four note sca les
both ascending and
descending; use of hemiola
and polymeter; sudden shift
to C major; fanfare-like calls
by Trumpet 1 and Flutes
imitated by Alto Saxophones,
Trumpet 2 and Horns (adding
Tenor Saxophone);
ritardando into Theme 2
F mixolydian; melody passed
from Flutes to Trombones
and Euphoniums to Bass
Clarinet, Baritone
Saxophone, and Tuba to
Trumpet 2 and Horns;
accompaniment eighth note
patterns are passed between
Clarinets, Oboe, Flutes, and
Alto Saxophones;
accelerando into the second
episode.
Bb Major; homorhythmic
theme in Upper Woodwinds
and Brasses; ritardando and a
tempo into percussion soli.
Bb Mixolydian; Bb major;
essentially the same as the
beginning, except
orchestration changes; open
fifth introduction in
Woodwinds only, m. 51 Flute
states first phrase of the
theme; Ticheli adds a one-bar
extension before concluding
the theme.
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Coda

I

68-74

Bb Major; Timpani leads two
two-measure crescendos
from piano to forte; m. 72
main theme stated in
octaves.

Unit 8: Suggested Listening
Abracadabra. University of Texas El Paso Symphonic Winds. The Music of Frank Ticheli Vol. 3:
Angels in the Architecture. Mark Records, 2011, CD.
Joy. University of Texas El Paso Symphonic Winds. The Music of Frank Tiche/i Vol. 3: Angels in
the Architecture. Mark Records, 2011, CD.
Joy Revisited. University of Texas El Paso Symphonic Winds. The Music of Frank Ticheli Vol. 3:
Angels in the Architecture. Mark Records, 2011, CD.
Portrait of A Clown. North Texas Wind Symphony. Composer's Collection: Frank Ticheli. GIA

Windworks, 2006, CD .

Unit 9: Additional References and Resources
"Frank Ticheli," http://www.manhattanbeachmusiconline.com/frank ticheli/bio.htm l (accessed
October 17, 2018).
Morehouse, Christopher. "Joy." In Teaching Music Through Performance in Band: Volume 6.
Chicago, GIA Publications, Inc., 2007
Ticheli, Frank. Joy. Brooklyn, New York: Manhattan Beach Music, 2005.

Abracadabra
Frank Ticheli (b. 1958)

Unit 1: Composer Biography
Frank Ticheli is a popular composer of quality orchestral and concert band works in the
th

late 20 century. Ticheli is currently serving as Professor of Composition at University of
Southern California's Thornton School of Music, where he began teaching in 1991. He was also
composer in residence for the Pacific Symphony from 1991-1998.
Ticheli has received the Charles Ives and the Goddard Lieberson Awards from the
American Academy of Arts and Letters. Also, Ticheli has received the First Prize awards in the
Texas Sesquicentennial Orchestral Composition Competit ion, Britten-on-the-Bay Choral
Composition Contest, and Virginia CBDNA Symposium for New Band Music. 1

Unit 2: Composition Overview
Abracadabra is a single-movement work in sonata-allegro form . Ticheli writes this about
his work:

Abracadabra was composed in the summer of 2004, and was orchestrated the
following November during a residency at the MacDowell Colony. The piece is dedicated
to my son, and is at once playful and serious, innocent and mischievous. A sense of
mystery pervades as the dark key of G minor is balanced by sudden shifts to bright and
sunny major keys. Throughout the composition I was thinking about magic, not in an evil

1 M orehouse, Christ opher. "Abracadabra." In Teaching Music Through Performance in Band: Volume 6.

Chicago, GIA Publications, Inc., 2007
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or frightening sense, but as a source of fun and fantasy. My wonderfully playful,
sometimes mischievous young son was always in the back of my mind, as were images
of Halloween with its costumes and jack-o' -lanterns. As the piece nears its conclusion,
the music rushes toward what seems to be an explosive finish. But the woodwinds
interrupt, fanning out to a questioning whole-tone cluster. They are answered by a puff
of sound, a final disappearing act.
In strictly musical terms, the piece is as clear an example of musical economy as
anything I've composed. Almost everything is derived from the opening bars of the main
theme Indeed, virtually every note can be traced to the main melody or its
accompaniment. Because of this heightened sense of unity, I had to choose other ways
to achieve musical variety. The most important solution was through the sudden and
frequent shifts of mood, mode, and tonality. " 2

Unit 3: Historical Perspective
Frank Ticheli has written many works for both the young and advanced wind bands. Ticheli's
compositional techniques in Abracadabra are reminiscent of sections in Portrait of A Clown,
Joy, and Joy Revisited- both of which are also listed as Grade two compositions. Abracadabra

and Joy were written within the same year. Ticheli masterfully writes for young wind band,
writing music that is both enjoyable and achievable while still holding to high standards of

melodic craft, harmonic interest and rhythmic vitality.

Unit 4: Technical Considerations

2 Ticheli, Frank. Abracadabra. Brooklyn, New York: Manhattan Beach Music, 2005.
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Abracadabra is scored for full wind band and percussion parts that include Triangle,
Temple Blocks, Large Slapstick, Suspended Cymbal, Small Tom, Snare Drum (sticks and brushes),
Bass Drum, Vibraslap, Xylophone, and Timpani (4). Horn 1 requires a mute for one note in mm.
39-40. Abracadabra was written with cues to double important melody and harmony parts for
ensembles without perfect instrumentation to still perform this work.
Students should be comfortable with duple meter (4/4) and the values of whole, dotted
half, half, quarter and eighth notes and rests to perform Abracadabra. There is one ascending
sixteenth note run in Upper Woodwinds and one descending sixteenth note run in the clarinets.

I

Percussion parts are designed to add to the ensemble instead of driving it through the piece. All

•I

clarinet players are written over the break, with Clarinet 3 spending less time above the break.

I

students. Ticheli writes a pattern of four marcato-staccato quarter notes, then four tenuto

•I
•I
•
•
•

quarter notes, and ends with eight staccato eighth notes. Ticheli clearly notates all articulation

,

Unit 5: Stylistic Considerations
Abracadabra would be an excellent opportunity to work on changing articulation with

markings to give the performer all the necessary information to perform in the correct style.
Ticheli uses dynamics to allow the melody to be heard and create the musical effects of
magic. Dynamics range from piano to fortissimo; however, the timpanist should take the solo !ff
seriously at the end as Ticheli reminds the conductor in his score notes. Subito and forte-piano
dynamic changes are used to create the mystique and mystery of Abracadabra .
The tempo marking for Abracadabra is quarter note= c. 138; however, there is a ritard
at m. 98. At m. 106 the tempo immediately returns to the Tempo 1. The fourteen measure
accelerando (mm. 136-150) may be problematic if not paced correctly. The ending also has a
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tempo change about which Ticheli writes, "The tempo gradually increases, the energy
intensifies and rushes toward what seems to be an explosive finish. But the tempo suddenly
slackens and the woodwinds interrupt, fanning out to a questioning whole-tone cluster. The
fast tempo suddenly returns, and the question is answered by a puff of sound. The music
vanishes without a trace." 3

Unit 6: Musical Elements
Melody: "Virtually everything comes from the main theme!" 4 Ticheli creates an excellent
opportunity for students to study the motives and understand how they are connected to the
main theme. The melody uses the first six notes of the G minor scale with mostly stepwise
movement. The first phrase ends with a concert D-natural; the second incorporates a concert
D-flat. This provides a wonderful opportunity for students to explore different minor scale
forms

5

Harmony: Most of Abracadabra is written in G minor and the relative major, Bb major. Theme
1 is written in a minor key, while Theme 2 is written in a major key. Frequently, Ticheli explores
other key areas. Students may need to be reminded of these accidentals .
Rhythm: Ticheli writes in duple meter with duple subdivision s for Abracadabra. There is a call
and response pattern in the middle of the work that begins with Trumpet and Brass, but is
expanded to the full ensemble.

3

Ticheli, Frank. Abracadabra. Brooklyn, New York: Manhattan Beach Music, 2005.
Ticheli, Frank. Abracadabra. Brooklyn, New York: Manhattan Beach Music, 2005.
5 Morehouse, Christopher. "Abracadabra." In Teaching Music Through Performance in Band: Volume 6.

4

Chicago, GIA Publications, Inc., 2007
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Timbre: With the idea of "playful, mischievous, dark, and mysterious"' in mind, Ticheli uses low
woodwinds to begin Abracadabra. Percussion is used to provide specific colors throughout the
work and are vital to its mood and style.

I
I

Unit 7: Form and Structure

'

I
I

I

Section
Exopsition: Introduction and
Theme 1

Measure
1-13

Episode

14-16

Modulating Link

17-20

Theme 2 (Episode 1)

21-40

Development: Theme 1

41-48

Minor third motive

49-65

Episode (Theme 1)

66-74

'•

•I
I

•
·•I

'

i'

6

Event and Scoring
G minor; six measure
introduction; Theme 1 in
Clarinet 1; m. 10 Low
Saxophones,Horns,and
Euphonium interjection
Eb Major; abrupt tonal shift;
lyrical material in contrary
motion derived from the
main theme
Moving three-note motive
derived from the main theme
Bb Major; melodic imitation in
Trumpets and Upper
Woodwinds, rhythmic
accompaniment in Bassoons
Horns, Trombones, and Snare
Drum; m. 25 subito piano
builds quickly but is
interrupted in m. 39 by
clarinets and muted Horn 1,
becomes Theme 1
G minor; exact repeat of the
main theme; Melody now in
Alto Saxophones
mm. 49-57; call and response
rhythmic games as described;
rising three note patterns.
F major; Db major; Eb major;
"Material from the episode
and main theme are
combined, developed, and

Ticheli, Frank. Abracadabra. Brooklyn, New York: Manhattan Beach Music, 200S.
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Modulating Link
Theme 2

75-78
79-97

Tran sition to Recapitulation

98-105

Recapitulation Theme 1

106-113

Minor third motive

114-117

Theme 2
Coda

118-135
136-156

put through a series of
modulations"
Moving; Trumpets lead
Bb major; exact repeat
except first and second
ending material from earlier
is switched; ritardando into
transition
D minor, Bb major, G major,
Eb Major; quarter note = c.
84; main theme material is
passed between Flutes and
Oboes, Trumpets 1/2,
Clarinets 1/2, and Alto
Saxophones 1/2; ritardando
into fermata
G minor; tempo 1, quarter
note = c. 138; new material
presented in Flute 1, a
descending and ascending
chromatic scale spanning a
tritone.
Episode and modulating link
from exposition are replaced
with a short statement of the
minor third motive
G minor
Poco a poco accelerando to
m. 150 from quarter note = c.
138 to quarter note = c. 168;
dynamics also build from
piano to fortissimo; mm. 153154 subito tempo change of
quarter note = c. 112; Upper
Woodwinds "fan out to a
questioning whole ton e
cluster"; mm. 155-156 subito
tempo change (tempo 1,
quarter note = c. 138_,
Woodwind s reselve the in G
minor at pianissimo
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Unit 8: Suggested Listening
Abracadabra. University of Texas El Paso Symphonic Winds. The Music of Frank Tiche/i Vol. 3:
Angels in the Architecture. Mark Records, 2011, CD.
Joy. University of Texas El Paso Symphonic Winds. The Music of Frank Tiche/i Vol. 3: Angels in
the Architecture. Mark Records, 2011, CD.
Joy Revisited. University of Texas El Paso Symphonic Winds. The Music of Frank Ticheli Vol. 3:
Angels in the Architecture. Mark Records, 2011, CD.
Portrait of A Clown. North Texas Wind Symphony. Composer's Collection: Frank Ticheli. GIA

Windworks, 2006, CD.

Unit 9: Additional References and Resources
"Frank Ticheli," http://www.manhattanbeachmusiconline.com/frank ticheli/bio.html (accessed
October 17, 2018).
Morehou se, Christopher. "Abracadabra." In Teaching Music Through Performance in Band:
Volume 6. Chicago, GIA Publications, Inc., 2007

Ticheli, Frank. Abracadabra. Brooklyn, New York: Manhattan Beach Music, 2005 .
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The Cave You Fear
Michael Markowski (b. 1986)
Unit 1: Composer Biography
Michael Markowski took a nontraditional route to becoming a composer by receiving his
Bachelor of Arts in Film Practices form Arizona State University. "While Markowski never
studied music in college, he did study privately with his mentors Jon Gomez and Dr. Karl
Schindler, and has continued his education by participating in a number of extracurricular
programs such as The Art of Orchestration with Steven Scott Smalley (2008), the National Band
Association's Young Composer and Conductor Mentorship Project (2008), and NYU/ASCAP
Foundation's Film Scoring Workshop (2014) where he was named one of ASCAP's Film & TV
'Composers to Watch."' 1
Markowski's work Shadow Rituals, his first work for concert band, was award first prize
in Manhattan Beach Music's Frank Ticheli Composition Contest. "Joyride for Orchestra
{2015) recently won the Arizona Musicfest's young composer fanfare competition, and You Are
Cordially Invited (2016} recently won a fanfare competition with the Dallas Wind Symphony. He

has received commissions from a number of organizations including CBDNA, The Consortium for
the Advancement of Wind Band Literature, The Lesbian and Gay Band Association, the Durham
Medical Orchestra, the Florida Music Educator's Association, and has received performances
from the United States Air Force bands, The Phoenix Symphony, the Arizona Musicfest Symphony

1

Markowski, Michael. "Bio."
Michaelmarkowski.com. https://www.michaelmarkowski.com/bio/ (accessed November

4, 2018).
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Orchestra, and from hundreds of bands around the world H h
b
h
•
. e as een t e composer-inresidence for the 'Music for All' organization (2015), the 'Mid Europe' international wind band
festival in Schladming, Austria (2013-2018), and frequently visits junior high schools, high schools,
universities, and comm unity bands around the country to share stories about his music." 2

Unit 2: Composition Overview
"The Cave You Fear is a single-movement, programmatic work based on a quote by an

American author and mythologist, Joseph Campbell (1904-1987): "The cave you fear to enter
holds the treasure you seek." It was commissioned by the Gravely Hill Middle School Bands
under the direction of Ariss Golden.
A detailed conductor's guide, A Conductor's Interpretive Analysis of Michael
Markowski's The Cave You Fear, authored by Marc R. Dickey, can be found in the full score and

on the composer's website. 3

'I
''
I

'

I

Unit 3: Historical Perspective on the Piece
The Cave You Fear is based on a quote from Joseph Campbell's book The Hero With A
Thousand Faces. Markowski combines his background in film production with his musical

expertise to write an exciting work for concert band. While it is important to research
Markowski's inspiration for The Cave You Fear, it is equally as important for your students to
create and apply their own storyline to this work to make it come alive.

2

Markowski, Michael. "Bio."
Michaelmarkowski.com. https;//www.michaelmarkowski.com/bio/ (accessed November 4, 2018).
3

Suk, Richard. "The Cave You Fear." in Teaching Music through Performance in Band,
Volume 11. Miles, Richard (Chicago, IL: GIA Publications, Inc., 2018), 279-284.
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Unit 4: Technical Considerations
The Cave You Fear is listed as a Grade 2 work, and is accessible for better junior high
bands and young high school bands. Range is mostly written in the low to middle register of all
instruments. Percussion instruments in The Cave You Fear include timpani, brake drum,
glockenspiel, wood block, marimba, tam-tam, suspended cymbal, mark tree, hi-hat, snare
drum, bass drum, and triangle. There are 6 percussion parts in total listed in the score. Also, an
amplified lion's roar and superball mallets are used for special effects .

Unit 5: Stylistic Considerations
The Cave You Fear mixes lyrical and marcato styles throughout the work. Markowski's
articulation markings inform the performer of style changes because they happen quite rapidly.
Students should practice each type of articulation separate from the work to become
comfortable with how they should sound. Once comfortable, strive to create the greatest
amount of contrast in dynamics and articulations.

Unit 6: Musical Elements
Melody: Melodies are mostly minor. The main theme begins lyrically, but later transforms into

a marcato style throughout the rest of the piece.
Harmony: The Cave You Fear is center in C major, but also uses Ab major in the introduction.

Contrasting major and minor melodies and half step dissonances set the scene for this work.
Rhythm: Basic duple rhythms are used throughout Markowski's work. There is very little use of

syncopation and dotted rhythms. Percussion writing is simple and used for dramatic effect and
impact..

so

'
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Timbre: The full ensem ble is usually playing together for the majority of the work. Percussion is
featured in the middle section. Markowski writes in the low register for most instruments to
create the ominous character of the piece. Superball Mallets and Amplified Lions Roar add to
the ambiance .

Unit 7: Form and Structure
Section

Measure

Event and Scoring

Introduction

1-4

Tempo is quarter note = 12;
dynamic swells from piano to
forte in Brass and Low
Woodwinds in C major
resolving to Ab major and
back to piano; Upper
woodwinds play an
alternating slurred eighth
note pattern
Sustained lines in continue in
E minor, eighth notes
become marcato.
Trumpet, Horn, and Clarinet
state lyrical, minor melody;
Brass play forti ssimo quarter
note accents in mm. 11-12
Tempo is quarter note - 144;
Flute, Glockenspiel, and
Marimba play descending
marcato eighth notes.
Clarinet, Alto Saxophone, and
Horn state main theme
lyrically; Low brass sustain
chords; Hi-Hat plays eighth
and sixteenth pattern.
First theme restated in
Trumpet and Horn, but
marcato; short bridge in mm.
34-36 to m. 37
Call and response Low Brass
accented quarter notes with

5-8

'

9-16

A'

17-20

21-29

'
''
'
'

30-36

I

B

37-44

51

45-52

C

53-61

62-64

•I

65-66

67-70

71-74

A'

75-78

79-86

I
I

Woodwind marcato and
slurred eighth note patterns
Brass and Woodwind
conversation continues with
swells and eighth note
arpeggios
Tempo is quarter note = 72;
Flute trills F-sharp while
Timpani plays dynamic swells
on C; Clarinet adds to the
t exture with sw ells in mm.
56-58
Trombone glissando into F
minor; Clarin et, Alto
Saxophone, and Horn enter
in m. 63 with a motive using
a major triad with a minor
sixth
Tutti Ensemble dynamic
swell s between F major and
Db major
Alternating eighth note
patter returns in Clarinet;
whispered " hah" in Trumpet
and Percussion is answered
by Alto Saxophone.
Short pastoral interlude
begins in Woodwinds and
ends in Brass builds to the
next section
Tempo is quarter note = 144;
Horns and Alto Saxophone
play the main theme,
answered in Upper
Woodwinds, Marimba, and
Trumpet with marcato eighth
notes
Low Brass and Winds play the
main theme in marcato style
marked "aggressively" ;
Woodwinds, Horns,
Trumpet s respond with
accented eighth notes

52

87-91

92-95

96-103

104-107

M ain Theme returns lyrically
in Clarinet and Alto
Saxophone; Upper
Woodwinds and Marimba
play slurred eighth notes in
arpeggio; "Amplified Lions
Roar" begins in m. 91
Trombones begin ascending
line in half notes, joined by
trumpets; accompanied by
woodwinds in marcato
eighth notes
Low Brass state accented
chorale; Woodwinds and
Percu ssion play articulated
eighth notes; Saxophones
use a multiphonic effect,
Trumpet s flutter tongue
approximate pitches to
emulate th e sound of a
" monster"; ritard in mm.
102-103 ends with a caesura
before m. 104
Forte-piano trills in
Woodwinds on 1, Brass
responds with Forte-piano on
3; the piece ends on beat 3
with a fifth in Low Brass, Bb
and F.

Unit 8: Suggested Listening
Abracadabra. University of Texas El Paso Symphonic Winds. The Music of Frank Ticheli Vol. 3:
Angels in the Architecture. Mark .Record s, 2011, CD.

Michael Markowski :
Instinctive Travels. Mothership. Ohio University Wind Symphony, Andrew Trachsel,
conductor. Mark Custom Recording Service, 50261-M CD.
Shadow Rituals. Teaching Music Through Performance in Band, Vol. 7, Grade 4.

University of North Texas Wind Symphony, Eugene Migliaro Corporon,
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conductor. GIA Publications, CD-816.
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Unit 9: Additional References and Resources
Markowski, Michael. "Bio." Michaelmarkowski.com. https://www.michaelmarkowski.com/bio/
(accessed November 4, 2018).
Suk, Richard. "The Cave You Fear." in Teaching Music through Performance in Band,
Volume 11. Miles, Richard (Chicago, IL: GIA Publications, Inc., 2018), 279-284.
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Alamo March
Karl King/ arr. James Swearingen
Unit 1: Composer Biography
Karl King (Feb. 21 , 1891 - Mar. 31, 1971) is one of the most famous march composer in
American history. As a baritone player, King joined Robinson ' s Famous Circus at the age of 19.
King quickly rose to leadership positions and composed music to match the acts. He would go on
to composer for Buffalo Bill and Barnum and Bailey circuses. King was also involved in the
Iowa Band Law, composing a march with that title in 1923 after its passing. King published a
total of 280 compositions for varying ability levels, but several more were not published. "King
was elected in 1962 to the highest honor that can come to a band director, the Academy of Wind

and Percussion Arts, elected in 1966 to the Society ofEuropean Stage Actors and Composers,
given in 1967 the Kappa Kappa Psi National Honorary Band Fraternity Distinguished Service

Award, and in 1971 , the Edwin Franco Goldman Award (the first non-school band director to
receive this coveted award)." 1

Unit 2: Composition Overview
Alamo March is one of Karl King's easier marches written in the typical March and Trio
form.

Unit 3: Historical Perspective on the Piece
Alamo March was written for wind band in 1943 by Karl L. King and arranged for
modern concert band in 1990 by James Swearingen.

Unit 4: Technical Considerations

1 Karl

King Municipal Band. "Awards and Honors Bestowed upon Karl L. King." (accessed Dec. 2,

2018

)

http ://ka rlki ng.us/awards. htm.
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When arranging Alamo March for modern school wind band, James Swearingen used
comfortable keys of Bb Major and Eb Major. Also, Swearingen doubled the Baritone part in
Tenor Saxophone to support that line. A Timpani part was also added to augment the bassline.
Most instruments will need to be comfortable with the notes in their Concert Bb scale plus a
fifth. Horn off beats are not doubled throughout the ensemble. Trumpets parts are doubled in
Flute and Clarinet. Students should also be comfortable performing in cut time.

Unit 5: Stylistic Considerations
As with a typical march style, Alamo March should be performed in a separated manner
with space between the notes (unless a slur is marked). The first time through the A theme
should be performed at a piano dynamic, and the second time through should be performedforte.

Unit 6: Musical Elements
Melody: Melodic material is mostl y conjunct throughout. The theme at the Trio contains a

descending fourth, while the theme at m. 71 contains an ascending fifth. The themes throughout

Alamo March contain syncopation in the form of quarter - half- quarter (in cut time).
Theme A

ThemeB

p p r I4J ffi..ff J) rr If d
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There is no dogfight as in other marches. Theme A and B have forward movement with the
syncopation in Theme A and rests in Theme B. Theme C at the Trio is more drawn out with the
tied notes, but is moved forward by the counter line in Clarinet 1, Trumpet 2, and Baritone.

Harmony: Alamo March is written in Bb and Eb Major. Countermelody lines are written with
chromatic quarter notes, broken chord quarter notes, or neighbor tone quarter notes.

Rhythm: Rhythms throughout Alamo March are feature ties to the downbeat. These ties should
be released on the downbeat to prevent dragging in tempo. The bassline is written in quarter
notes and half notes and helps solidify the tempo.

Timbre: The full ensemble is playing for the majority of this work. At the Trio, the Piccolo and
Oboe rest until m. 7 1, but all other instruments play throughout the work. The bassline should
work to emulate a string bass and the bass drum. The melody should dominate the balance of
sound, but the countermelody should be heard during longer notes in the melody.

Unit 7: Form and Structure
Section

Measure

Event and Scoring

Introduction

1-4

Theme A

5-21

Theme B

22-38

Trio (Theme C)

39-70

Cut time; accented; Piccolo,
Flute, Clarinet, Trumpet
melody; Concert Bb Maior
Repeated, Piccolo, Flute,
Clarinet, Trumpet melody;
Low Woodwind, Horn, Tuba,
and Snare Drum off beats;
Tenor Sax, Trombone and
Baritone countermelody
Repeated, Piano first time,
Forte Second time; Piccolo
second time only; Flute,
Clarinet 2, Trumpet 1
melody; off beats continue;
Counter melody continues.
Piano; Concert Eb Major;
Flute, Clarinet 2, Trumpet
melody - more connected; off
beats continue;
Countermelody continues in
Tenor Sax and Baritone;

I
I
I
I

Theme C

71-102

I
I

I
I
I
I
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Clarinet 1 and Trumpet 2
begin a descant.
Forte; Piccolo, Flute, Clarinet
2, Trumpet melody - more
connected; off beats continue;
Countermelody continues in
Tenor Sax and Baritone;
Clarinet 1 and Trumpet 2 play
a descant.

Unit 8: Suggested Listening
King, Karl L. 2016 Florida Music Educators Association (FMEA): Middle School Honors Band.
Florida Middle School Honor Band. "Allied Honor." Mark Records, 2016. CD.
King, Karl L. Marches I've Missed. Dallas Wind Symphony, Frederick Fennell conductor.
"Rough-Riders." Reference Recordings, 2012. CD.

Unit 9: Additional References and Resources
Hatton, Thomas. "Iowa Band Law March." Iowa Bandmasters. 2018. (accessed Dec. 2, 2018)

https://www.bandmasters.org/about-us/history/169-iowa-band-l aw.html.
Karl King Municipal Band. "Awards and Honors Bestowed upon Karl L. King." (accessed Dec.
2, 2018) http://k.arlking.us/awards.htm.
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Celebration for Winds
John Edmondson (b. 1933)

Unit 1: Composer Biography
John Edmondson graduated from University of Florida as a Bachelor of Arts where he
majored in Music Theory and minored in English and Sociology. Also a veteran ofthe U.S. Army
Eighth and Ninth Division Bands, Edmondson received his Master of Music in Composition from
University of Kentucky. While at University of Kentucky, Edmondson studied composition from
Kenneth Wright and band scoring with R. Bernard Fitzgerald.
As a music teacher in the Central Kentucky public school system, Edmondson wrote for
is students, freelanced as a writer for university and high school marching bands, and served as
Staff Arranger for the University of Kentucky Wildcat Marching Band for seven years.
Edmondson has over 600 publications of band and educational music through Alfred

'

Publications, Hansen Publications, Jensen Publications, and Queenwood Publications (a
publishing company founded in 1986 by Edmondson and his wife Anne McGinty). Edmondson
received the Alumni Achievement Award from University of Florida Department of Fine Arts,
Music Department, and is listed in the International Who's Who of Music.

1

Unit 2: Composition Overview

1 Schueller, Rodney

c. "Celebration for Winds." In Teaching Music Through Performance in Beginning Band.

Chicago, GIA Publications, Inc., 2001
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Celebration for Winds is an original composition or band It was commissioned by the

,,

1993 Samuel L. Wagner Middle School "Clipper" Band, Winterport, Maine, Patrick Michaud,
director. This Grade 1 work is approximately two minutes and twenty seconds in length. 2

I

Unit 3: Historical Perspective on the Piece

'I

Although great historical significance is not apparent, one could draw a parallel to the
many educational works and composers of substance for band. Other composers of educational
music include Anne McGinty, John Kinyon, Pierre la Plante, and James Barnes, to name a few. 3

I
I
I

Celebration for Winds was written in the later time of Edmondson's career after he had taken
over for Alfred Reed as Educational Editor with Hansen Publications and created his own
publishing company.

Unit 4: Technical Considerations
Celebration for Winds is centered around the key of Bb Major; however, it does include
some accidentals. These accidentals are spelled en harmonically to facilitate ease of reading.
Edmondson's work stays at approximately quarter note= 100 beats per minute and should be
performed "Majestically". No syncopation is present. The most difficult rhythm throughout the
work is a grouping of four eighth notes. Percussion is scored for Snare Drum, Bass Drum, Crash
Cymbals, Triangle, and Bells. The composer notes that the piece is playable without bass clef
instruments, or with only one flute, two clarinets, one alto saxophone, two cornets/trumpets,

2

Schueller, Rodney C. "Celebration for Winds." In Teaching Music Through Performance in Beginning Bond.
Chicago, GIA Publications, Inc., 2001
3

Schueller, Rodney C. "Celebration for Winds." In Teaching Music Through Performance in Beginning Bond.
Chicago, GIA Publications, Inc., 2001
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and percussion. Clarinet parts stay below the break and optional French Horn and Tenor

I

Saxophone parts are included and appropriate.4

Unit 5: Stylistic Considerations
Celebration for Winds should be performed in the style of a fanfare, even though only
the last two quarter notes are marked with an accent. 5 The A section should be performed
"Majestically" as the composer writes, or in a separated, fanfare style. Percussion should pay
close attention to the crescendo from piano to mezzo forte in m. 4. The B section is performed
at piano and changes style to legato. Ensure entrance of melodic fragments are heard over the
accompaniment. The A section returns with its majestic fanfare. The C section requires a
triangle on the downbeat, and is followed by a piano entrance of the woodwinds that is
answered by the full ensemble at mezzo forte. This is repeated again in m. 34. Parts of the A
section are used at m. 38, but are performed in the legato style of this section.

Unit 6: Musical Elements

I
I
I

Melody: Melodic material is written in treble clef instruments and should always be heard over

other elements. Half note and whole note ties to an eighth note should be released on the
eighth note, not held longer (mm. 3-4).
Harmony: Celebration for

Winds is written in Bb Major and related chords. The most common

chords throughout are I, IV, V.
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I
I
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Rhythm: The entirety of Celebration for Winds is written in Common time. No syncopation is
present; however, performers should be comfortable hearing the eighth note subdivision to
enhance accuracy. Moving quarter note and eighth note lines should come through the texture,
especially in the B and C sections

Timbre: The ensemble tone color stays mostly the same throughout and should be a key focus
of melodic in struments. In the Band C sections where melodic fragments are passed
throughout the melodic instruments, have the players listen to each other play the fragments
consecutively to develop a consistent sound and interpretation. The composer suggest s to thin
out the instrumentation if there are balance issues in certain section s.

6

Unit 7: Form and Structure

6

Section

Measures

Event and Scoring

Introduction

1-5

Full Band introduction leading
to main theme in Clarinet,
Alto Saxophone, and Trumpet

A

5-13

B

13-22

A
C

23-30
30-49

Melody in Clarinet, Alto
Saxophone, and Trumpet;
harmonic splits in melody
instruments; lows outline the
harmonic progression
New melodic material in
fragments; some rhythmic
and harmonic independence
between upper voices
Restatement of A section
New material presented in a
four measure
antecedent/consequent
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-

A'

49-55

Codetta

55-end

manner with a shifting tonal
center that eventually arrives
on the dominant through use
of accidentals
Shortened A section leading
to codetta
Four measure codetta using
material from introduction

78

Unit 8: Suggested Listening
James Barnes, Westridge Overture
John Edmondson, Windhaven Celebration
Anne McGinty, Windsor Overture

Unit 9: Additional References and Resources
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Smith, Norman, and Albert Stoutamire. Band Music Notes, 3 edition. Lake Charles, LA:
Program Note Press, 1979.
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